Finding new ways to depict time propelled many of the experiments with literary form that characterize modernism. Frequently, these experiments were aimed at portraying the tension between time as represented on a clock and time as experienced in the human psyche. To achieve this end, drastic changes to the form of the novel were necessary because its basic organizational pattern is linear, characterized by a constant push forward that is similar to the clock's inevitable march into the future.
2 combine the linear organization of novels with the radial orientation of images (significantly, the genre of comics as we know it came into being in the late nineteenth and early twentieth centuries 3 ). In "Time and Free Will: Bergson, Modernism, Superheroes, and Watchmen," Eric Berlatsky argues that the genre of comics "is both a 'time-art' in the manner of literature (as one must spend time sequentially reading word by word and panel by panel), and a 'space-art' capable of being viewed in a single moment." 4 Berlatsky's essay analyzes the similarities between comics and canonical modernist literature as regards Henri Bergson's notions of space and time. I have no interest in recapitulating or critiquing Berlatsky's perceptive argument, but rather seek to build on the idea that comics are a spatial and temporal medium from a readerresponse perspective.
Although comics retain much of the linear orientation of novels -with the storyline driving the reader forward -the radial orientation of each panel invites the reader to linger in the image until his or her curiosity is satisfied and take in the various parts of the image in whichever order he or she chooses. This orientation is reflective of and conducive to the reversals, gaps, and pauses that characterize psychological time. In this way, then, comics replicate -and even amplify -in the reading experience the tension between clock time and psychological time that so often appears in modernist works. The linear-radial orientation of comics can therefore be read as an addition to the panoply of modernist techniques that interrupt the linear progression of clock time with time as felt by the individual.
Of course, not all comics are self-aware of the tension caused by this linear-radial orientation. The League of Extraordinary Gentlemen (1999-present), by Alan Moore and Kevin O'Neill, is an exception and therefore a particularly illustrative case study because it plays with the difference between clock and psychological time in both form and content. The series is, in 3 Thomas Mann's terms, a "tale of time" -one operating on the basis of time passing (which all tales are) -as well as a "tale about time," one dealing directly with time and its impact on characters. 5 Of particular interest to my argument is the third volume in Moore These characters form a vigilante group engaged in combating threats to the British Empire.
Although most characters stem from Victorian texts, the series nevertheless draws characters from an array of time periods, both in terms of the periods in which the characters' narratives are set and the publication dates of the books in which they star. Adding to this temporal dislocation, many of the characters in League are immortal. As this fact should make clear, Moore's depictions of these famous personages are not always faithful to the original, but the connections are unmistakable. For example, Orlando is referred to as "the new Vita" in Century: 1969, an allusion to Vita Sackville-West, the person on whom Woolf's Orlando is based. 6 In terms of form, League is similar to other comics in that it engages the tension between clock and psychological time by virtue of its linear-radial orientation. In terms of content, the series is distinct from most comics in that it engages a modernist conception of time, most directly through the character of Orlando. I will address the linear-radial orientation of comics before discussing the ways in which clock time is personified in League's Orlando; doing so 4 encourages us to see the ways in which clock time -usually thought to be an objective, public dimension of time -is actually quite subjective.
Versions of Time
William Faulkner famously said, "the past is never dead. It's not even past," 7 
Images and Narrative Drive
Thierry Groensteen argues that the individual panel in a comic "has the power to hail the reader, momentarily frustrating the 'passion to read' that drives the images so as always to be in the lead." 15 Indeed, panels interrupt the narrative drive into the future because the reader is momentarily halted, called upon to move his or her eyes up, down, left, or right; sometimes repeating the movement, sometimes reversing it, and often moving in directions that are the exact opposite of the left-to-right, top-to-bottom motion that signifies forward progress in Western novels.
To be sure, an artist might draw a panel in a way that directs the reader's gaze, causing most people to look first, say, at a road in an image by making this road large and in the center of the panel; by following the road, the reader's eye might then be drawn to animals on the side of the panel, and then to the trees just beyond the animals. But readers do not have to follow this set pattern when viewing a panel. A reader might notice the trees first and the road last. As A.A.
Mendilow states, viewers of visual arts are "free to concentrate on any part of any size for any length of time and in any order, according to his own desire and not owning to any inherent necessity in the medium of sculpture or painting." 16 Significantly, this idiosyncratic variation does not impede the viewer's ability to understand the portion of the narrative expressed within an individual panel of a comic. Certainly, readers of Western comics expect to move from topto-bottom and left-to-right on the page (though this pattern is often varied), but within each panel the reader is given latitude to move in alternate directions. Virginia Woolf, too, acknowledged the fact that "the formal railway line of sentence" runs counter to human consciousness: "people don't and never did feel or think or dream for a second in that way; but all over the place, in your own way." 17 Radial orientation, by contrast, opens a space for reader autonomy, for individual 8 experience, that is more akin to the psychological experience of time. Therefore, the presence of radially oriented panels within the broader linear structure of a comic as a whole amplifies the tension between psychological and clock time that so many modernists (Woolf included) strove to develop in their novels.
By virtue of this linear-radial orientation of comics, the reading experience is distinct from that of watching a film or seeing a painting. Movies, on the one hand, display images at a pre-determined narrative pace. Federico Fellini explains that "comics, more than film, benefits from the collaboration of the readers: one tells them a story that they tell to themselves; with their particular rhythm and imagination, in moving forward and backward." 18 In essence, the particular formal properties of comics allow, even require, the reader to experience the narrative at his/her own pace. Novels, of course, allow the same sort of individual pacing, but are still oriented linearly and so cannot achieve the same degree of tension between clock time and psychological time as comics. On the other hand, paintings are oriented radially but do not have the narrative drive which pushes readers constantly forward and thereby emulates clock time.
Groensteen makes a similar point when he argues, "the comics image is not that of painting" due to the sequentiality of comics images; in other words, the position of panels within a larger system makes comics different from other art forms. 19 Indeed, a narrative composed of text and images is an ideal way to create tension between clock time and the individual's psychological experience of it. Jacques Raverat seems to have anticipated this idea when, in a letter to Virginia Woolf, he argued that writing was "essentially linear"; Quentin Bell summarized his thoughts, stating that Raverat claimed the only way a writer could achieve the simultaneity enjoyed by painters would be through "some graphic expedient such as placing the word in the middle of a page and surrounding it radially with 9 associated ideas." 20 The combination of images and narrative sequence means that comics combine both the linear, clock-like orientation of novels and the radial orientation of images, with the panels repeatedly breaking up the flow of the narrative. The result is a reading experience that emulates the tension between clock time and psychological time.
Achieving this reading experience is due in no small part to a defining feature of comics:
the gutter. Gutters divide panels into discrete units, each one thereby seeming to occupy a distinct moment in time. Scott McCloud has shown that time in comics is actually much more complicated -that it is more accurate to think of each panel as "occupying a time slot" 21 -but that readers nevertheless perceive the progression of panels to represent the progression of time, the unfolding of events in roughly chronological order. As McCloud says, "In learning to read comics we all learned to perceive time spatially, for in the world of comics, time and space are one and the same." 22 The first panel in a comic is understood to occur before the last one.
Because of the gutter, each panel is distinct from the one before and after it, while also having a position in relationship to these other panels. Gutters function, then, to divide a narrative in a manner that is similar to the way a clock face divides hours and minutes into units that are whole onto themselves.
Although most comics have a fairly uniform system of gutters throughout a series, illustrators frequently play with gutters to achieve a narrative purpose. This is particularly true of pages and panels Benoit Peeters classifies as "rhetorical," or those in which "the panel and the page are no longer autonomous elements; they are subordinated to a narrative which their primary function is to serve. The size of the images, their distribution, the general pace of the page, all must come to support the narration." 23 Other types of panels balance narrative and artistic purposes. For instance, an illustrator might depict a particularly forceful punch by allowing the panel's action to spill over the border and into the gutter. This spillover is a visual manifestation of a character's pain and dizziness in the moment. If we read gutters as I am arguing, as divisions marking the passage of clock time, the disruption of the gutter in this example can be read as representing psychological time because it depicts an experience strong enough to knock the character out in two ways: to make him or her unconscious as well as out of sync with clock time. This simple device of breaking gutter borders is thereby a subtle, but effective, way to illustrate the tension between clock time and psychological time.
A more complex example occurs in League. In this case, illustrator Kevin O'Neill heightens the tension between clock and psychological time by not breaking gutter borders.
League features a character known as the Prisoner of London, so named because he can time travel at will but cannot leave the geographical borders of London. 24 The appearance of the "Where's Jewel?" pa says. When I was a boy I first learned how much better water tastes when it has set a while in a cedar bucket. Warmish-cool, with a faint taste like the hot July wind in cedar trees smells. It has to set at least six hours, and be drunk from a gourd. Water should never be drunk from metal. 
Public and Private Time
Returning to Mina's trip on the "astral plane," it is significant that her experience is not a pleasant one. In truth, it is a dangerous, harrowing event. Haddo comes close to destroying Mina's soul, and her body -which remains inert in the physical world -is sexually assaulted.
This encounter with Haddo occurs because he is able to breach the boundary of her subjective Clock time is a public force that threatens the individual.
By the twenty-first century, however, clock time appears to have lost much of its punch.
We may feel hampered by clock time, but it hardly seems like a violent threat. In accordance,
League transforms clock time into the character Orlando. Rather than the clock being an external entity -a machine whose sounds intrude upon Orlando's psychological time -Orlando's voice becomes the chimes of the clock. In this series, Orlando regularly refers to historical events experienced over the course of his/her very long lifetime. These references to events function as the chiming clock, reminders of the passage of time. The legacy of modernism in the twenty-first century is sometimes easy to spot: novelists' persistent experiments with form, the unquestioned presence of free verse in poetry, or even the continued salience of Freudian concepts in Anglo-American literature. In other ways, the legacy of modernism is harder to find, particularly in the world of pop culture where many of the traits
